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My practice looks at the potential of sculpture to create an extension of 
experience, while generating new experience. My inspirations are the natural world, the 
body, affect theory, sciences, linguistics, literature and mythology. The idea of the 
impression is omnipresent in the work - the impressions left by human passage, by past 
experiences or by the natural world. Natural and artificial, machine-made and crafted, 
micro and macro, past and present are often combined or mirror each other in the work. I 
create spaces where reality, perception, memory and the imaginary meet and merge. 
When installed together, the sculptures are in conversation. They are connected in space, 
forms, concepts, narratives and processes. 
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“Losing things is about the familiar falling away,  
getting lost is about the unfamiliar appearing.” 
Rebecca Solnit, A Filed Guide to Getting Lost 1 
 
Meeting the unfamiliar: Experience, sensitivity and affects 
When I came to Austin for the first time, the vegetation amazed me. It was the dark 
season in Montreal, the leaves were gone and the whiteness of the snow mixed with the 
grayness of the city. Austin appeared to be a green paradise. Cacti and oak trees 
cohabited, and I saw hundreds of plants I had never before seen. There was a little tree on 
San Jacinto Street. While everything surrounding it looked completely still, it caught the 
breeze and light in a way that made it vibrate. The unfamiliar frames things differently. 
Our sensitivities become sharpened and our vision pays attention to details. The 
unfamiliarity of the Texas landscape, the weather, and the generosity of the people 
convinced me to study here. It was a big deal at that time, but it almost feels like home 
now. It seems it was a lifetime ago when Adam and Adam picked me up from the airport 
to visit the school. We spent a few days together and the happiness I felt convinced me to 
move here. Everything was so perfect that I suspected them of having put a master plan 
in place. The moon was full, there was a lot of laughter, John Prine in the background, a 
green land, and no rainy days. Since then, Adam B. died in a car crash and Adam C. 
drove to New Orleans to start a new life. A lifetime ago, I visited the school. There was a 
green land and only sunny days. It almost feels like home now.  
 
                                                
1 Rebecca Solnit, A Field Guide to Getting Lost, (Penguin, 2006), p.22 
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The sculpture The First Time I Met You (2017) addresses the way our senses become 
stimulated in an unfamiliar environment. Ordinary things like vegetation or climate catch 
to our attention. We can feel ecstatic or disoriented. The First Time I Met You represents 
an Opuntia paddle. The carved cactus leaf is white and almost disappears into the wall on 
which it leans. Detached from its plant, the paddle has begun to wrinkle, like an aging 
body. Its soft surface visually stimulates one’s sense of touch. The cactus leaf is scaled 
up, analogous to a cortical homunculus. In this neurological model, the smallest body 
parts contain a higher density of sensitive nerves and appear, from the brain’s 
perspective, scaled up. The First Time I Met You is also about my experience of 
mourning and the process of trying to feel at home in this new place, despite loss. The 
sculpture is quiet, almost silent, and exudes solitude and tenderness.  
 
 
Figure 1: The First Time I Met You, foam and paint, 48”x36”x7”, 2017  
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My sculptures often carry a narrative. They are shaped by situations, places, or personal 
experiences that fascinate me, warranting exploration. In her book Ordinary Affects, 
author and anthropologist Kathleen Stewart describes ordinary affects as “the varied, 
surging capacities to affect and to be affected that gives everyday life the quality of a 
continual motion of relations, scenes, contingencies, and emergences.”2 Stewart 
compares these affects to what Roland Barthes calls the “third meaning”, underlining that 
“they don’t work through “meanings” per.se. but rather in the way that they pick up 
density and texture as they move through bodies, dreams, dramas, and social worldings of 
all kinds.”3 In other words, the question to ask in relation to these affects is not what they 
mean, but rather “where they might go and what potential modes of knowing, relating, 
and attending to things are already somehow present in them in a state of potentiality of 
resonance.”4 Generative to my work, thinking of ordinary affects has helped me pay 
attention to my surroundings. I think about how events, feelings, places and materials can 
be connected through time and space. Sculpture has the potential to extend experience 
while creating new experience. At their best, I make sculptures that simultaneously 
transmit something specific beyond language. I am interested in the evocative power of 
objects, material, and sites to recall memories, to create narratives and ultimately, to 






                                                
2 Kathleen Stewart. Ordinary Affects (Duke University Press, 2007), p.1-2 
3 ibid, p3 
4 ibid, p.3 
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Between perception and reality: Memory, reality and perception 
My mother was cooking homemade Play-Doh. I was two years old, it was in our first 
house, and I still have a clear memory of it. The kitchen wallpaper was covered in fruit 
and flowers and I sat at a small scratched wooden table. My mom was stirring the dough 
in a pot and I was drawn to its flashy pink color. It looked so beautiful that I naturally 
assumed it would be delicious. I asked her to give me a taste. I did not believe her when 
she told me I wouldn’t like it. I insisted until she finally handed me a spoonful of dough. I 
put it in my mouth with excitement and anticipation. All I could taste was the salt. How 
could something so beautiful be disgusting? The shocking difference between my 
perception and reality made me cry that day.  
 
The sculpture Salty Feel (2018) emerged from that story: A big pink mountain made of 
homemade Play-Doh. The sculpture sits on the floor. The surface of the mountain looks 
crisp, it shines slightly from salt crystals. The mountain is in a process of transformation: 
some parts are darker than others because the dough surfaces do not dry at the same rate. 
In contact with the air and the passage of time, the form solidifies rather than degrades. 
The piece emits a strong salt dough smell, a scent rarely encountered in adulthood. The 
fingers that fashioned the object are evident in repetitive imprints all over, adding the 
dimension of time.  
 
When I started Salty Feel with the memory of my mother giving me a spoonful of dough, 
I had the desire to carve a mound made of pink salt dough. I imagined that mound as a 
promise for disappointment, one spoonful at the time. I fashioned a mound and then 
wanted the mound to become a mountain. At that point, it was instinctive, I did not know 
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why, I just wanted to do it. The peak I carved is Mont-Blanc, the highest mountain in the 
Alps. That mountain is charged in content and its history is well documented. The first 
woman to reach its peak was Marie Paradis in 1808 and the first woman to climb it 
without help was Henriette d'Angeville in 1838.  
 
In the summer of 2005, I lived in the small town of Chagnon in the Rhones-Alpes region 
of France. Every day, I would go to my balcony and stare at Mont-Blanc. It was 300 km 
away yet seemed so real and unreachable. It was summertime, but I could see the eternal 
ice at its peak even while feeling the gentle caress of the summer sun. I knew the 
mountain was massive and intricate, but I only could see one flat face of it. The Play-Doh 
mountain is small and may appear simplified, but like the faraway mountain I stared at 
every day, it refers to a reality greater and more intricate than what we may perceive. My 
work translates these moments where reality, perception, memory and the imaginary 
meet.  
 
Figure 2: Salty Feel, Home-made Play-Doh, 22”x36”x36”, 2018 
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The texture of memory: Time, impression, stillness and motion 
When we think about memory, we can refer to the memory of places, the memory of 
experiences, the memory of our collective history and also the memory embedded into 
the natural world. Memories are a materialization of the past into the present. Like salt 
dough that transforms and solidifies through time, memory is always changing. 
Memories can fade, blend together to create new realities, or become distorted, getting 
closer to a fiction. In the natural world, the twisted grain of wood recalls the pressure of 
the wind, erosion is the manifestation of the passage of water on rocks, fossils mark the 
presence of former living species, and seaweed on a shore reveal the motion of the 
waves. In the essay On the permanent impression of our words and actions on the globe, 
the 19th century polymath Charles Babbage describes how past actions influence 
subsequent actions, recalling that a simple breeze can be registered in the future:  
 
No motion impressed by natural causes, or by human agency, is ever obliterated. The 
ripple on the ocean’s surface caused by a gentle breeze, or the still water which marks the 
more immediate track of a ponderous vessel gliding with scarcely expanded sails over its 
bosom, are equally indelible. The momentary waves raised by the passing breeze, 
apparently born but to die on the spot which saw their birth, leave behind them an endless 
progeny, which reviving with diminished energy in other seas, visiting a thousand shores, 
reflected from each and perhaps again partially concentrated, will pursue their ceaseless 
course till ocean be itself annihilated. The track of every canoe, of every vessel which has 
yet distributed the surface of the ocean, whether impelled by my manual force or 
elemental power, remains forever registered in the future movement of all succeeding 
particles which may occupy its place. The furrow which it left is, indeed, instantly filled 
up by the closing waters; but they draw after them other and larger portions of the 
surrounding element, and these again once moved, communicate motion to others in 
endless succession5. 
 
Like Babbage, the idea of the permanent impression interests me. If each moment keeps 
an imprint of the past, the past becomes continually reenacted in the present, which 
means that continuity prevails over rupture. Objects, animate or inanimate, can act as 
                                                
5 Charles Babagge. The Ninth Bridgewater Treatise (Frank Cass & Co., 1967), p.114 
 7 
carriers of the past. They undergo the passage of time, while witnessing the passage of 
life.  
 
Trace (2016) is a large graphite drawing in the format of a scroll. As it is rolled on both 
its ends, the paper shows no definitive beginning or end. At first glance, the drawing has 
the appearance of a texture, but closer inspection reveals a repeated motion. The drawing 
is a rubbing of a piece of petrified bark used as a matrix. I found the original stone on a 
trail while hiking in the Austin Greenbelt. I thought of the petrified bark as the imprint of 
something originally organic but no longer so.  By making a rubbing of the petrified bark 
I made a new mark. In a sense, it’s an imprint of an imprint, the rubbing having 
reactivated the original plant form into the present through the graphite rubbing.   
 
 
Figure 3: Trace, graphite on vellum, 36” x 102”, 2016 
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Figure 4: Trace (detail) 
 
In supplement to the influence of memory and impression, the relationship between 
stillness and motion is present in most of my sculptures.  Breeze Catcher (2017-2018) is a 
seamless looped video of a Yucca Thompsoniana animated by the wind. The video is 
contained in a white frame and a cutout places the emphasis on the tree. Everything 
surrounding the tree seems still, while the plant seems alive, animated, and sensitive to 
the wind. In the split second moment, time seems suspended and the tree animated.  
 9 
 












Blending into the landscape: Body, labor, scale and nature  
Also noticeable in my work is the mark of the body. In Salty feel, the fingers that 
fashioned the object are literally imposed as imprints in the salt dough. A Big Squish 
(2017) is a massive carved hunk of wood that looks like an organic topographical object. 
It could be the result of a natural phenomenon like erosion. The initial reference, 




Figure 6: A Big Squish, baltic birch plywood, 14”x36”x36”, 2017 
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Figure 7: A Big Squish (detail) 
 
The labor in the craft of the textile structures Paravent (From the Beginning to the End) 
(2017) and Drop (2018) also indicate presence of the hand. In both sculptures, two 
landscapes—a close-up and a wide view—were printed on fabric, cut into strips and 
woven together. The fabric strips were woven by hand, one at the time, in a slow process 
paced with the body. From a distance the piece appears as a rectangle in space, an image 
of landscape. The image seems blurry, pixelated, almost a texture. Because the tightness 
of weave is inconsistent, the imagery appears to encapsulate movement. Referencing the 
images merged together—a desert and a shore— the movement of the fabric in Paravent 
almost replicates the motion of waves, while the stillness of the structure is reminiscent 
of the dry landscape. Close up, the sculptures act like objects that relate to the body even 
though we cannot enter them. When we walk around them, the body-sized rectangular 
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shape of Paravent becomes three-dimensional and even curvy, while the column shape of 
Drop becomes a water drop shape. The structures look like objects behind which we can 
hide or like objects that can camouflage themselves to disappear into the natural 
landscape. The figure-ground relationship is blurred reminding us that the contour of 
things is less defined in the natural world. The merged landscapes also remind us of the 
way memories blend into one another, altering our perception and giving new meaning to 
the present.  
 13 
 
Figure 9: Drop, archival pigment print on cotton (cut and woven), 7’x24”x24”, 2018 
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Figure 8: Drop (detail) 
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Figure 10: Paravent (From the Beginning to the End), archival pigment print on cotton 
(cut and woven), 5’11 x31”x9.5”, 2017 
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In the world of objects, artifacts are designed to meet our specific needs. We create words 
to conceptualize them and they are part of a system in which humans are central. In 
contrast, nature operates by its own system. The boundaries of elements in nature are less 
defined. The river, gulf and ocean are the same continuous flow of water, although we 
create different words to dissociate them conceptually. In the natural world, the place of 
the human body is also less central. When thinking about scale we typically refer to our 
body: This is bigger than me, this is smaller than me, this can fit in my hand, etc., but 
what happens when we can’t situate scale in relation to our body?  
 
When she describes her trip to the Great Salt Lake, Rebecca Solnit says: “ I looked at my 
feet, even those feet seemed a great distance away, in this terrain without scale, in which 
the near and the far folded into each other, in which puddles were oceans and sand ridges 
mountain ranges.”6 I had a similar feeling when I went to White Sands in New Mexico. 
My friend was walking in the distance, and I had the impression that he was the same size 
as the trees. Things far away looked close, and things close looked distant. In that desert 
landscape, I was not able to calculate scale in relation to my body. Sticks pushed by the 
wind left ephemeral marks of their passage. The light was so bright and the white ground 
reminded me of the snowy land to the North where I grew up. My sense of place and 
scale were disturbed.  
 
Similarly, I was once hiking in the woods, I felt grounded in my body, self-centered and 
surrounded by nature. The day after that hike, I flew in a small plane over that same area. 
I realized how small my body was within the vastness of the forest. I was not surrounded 
                                                
6 Solnit, p.41 
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by nature anymore; I was a tiny dot within it. In Reaching the Top (2017) I have made an 
object that looks like a branch or walking stick. An imprint of a hand is embedded into its 
middle. Next to it—on a small pedestal close to the floor—is a small replica of a 
mountain carved by a four-axis milling machine using a file produced from Google Earth. 
The hand imprint on the walking stick is slightly bigger than hand-size and the mountain 
seems to have shrunk to the size of the hand, thereby resulting in an aerial/topographic 
version. A scale shift occurs, questioning our place in the natural landscape.  
 
 




Figure 12: Reaching the Top (detail of mountain) 
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Figure 13: Reaching the Top (detail of walking stick) 
 20 
 
Figure 14: Reaching the Top (detail of the walking stick for scale) 
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The construction of perception : Nature, artificiality, language and metaphor 
Nature and artificiality often mirror one another in my work. For example, in Reaching 
the Top, the walking stick is a replica of a twig joined to a squished piece of clay that 
were 3D scanned and then carved into a single unit of lumber via a Computer 
Numerically Controlled (CNC) router. The sculpture looks like a branch found in the 
woods, but was entirely fabricated. This gesture suggests deconstructionist inspired 
questions, “is what we perceive as natural really natural?” and “where does artificiality 
begin and end?” The latter question can also be transferred to the earlier referenced idea 
of distorted memories, thinking of moments when memory distorts reality in line with 
fiction.  
 
In the philosophy of perception, there are two main views: Direct realists argue that the 
world can be experienced directly, by contact to the external environment using the 
senses. Indirect realists take into account how past experiences and representations 
influence our perception. Informed by my background in speech-language pathology, 
indirect realism has a strong influence on the way I approach my work and the world. I 
am aware that our past experiences and the way we conceptualize our environment with 
language influences perception.  
 
This fascination is also connected to my interest in the unfamiliar. In contact with the 
unfamiliar, our experience is more direct as it is less influenced by past experience. In the 
book Wonder, The Rainbow and the Aesthetics of Rare Experiences, the author Philip 
Fisher goes even further stating that “for wonder there must be no element of memory in 
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the experience.” 7As for the affect, the language used to render those experiences also 
must be more descriptive. On the other hand, I am equally interested in how metaphor, 
metonym or memory can create shortcuts allowing present personal experiences to be 
connected to past or collective experiences.  
 
In the book Proust as Philosopher: The Art of the Metaphor, contemporary philosopher 
Miguel de Beistegui focuses on the relationship between metaphor and experience in 
Marcel Proust’s most famous book À la recherche du temps perdu. For Beistegui, 
“Metaphor believes in transubstantiation, in the conversion of matter into spirit, which it 
carries out, but only as an implicit dimension of the matter itself, inscribed within it from 
the start.”8 He also states that in Proust’s novel “Everything happens as if that experience 
was entirely different in nature, as if a new meaning was emerging from it (…) The 
moments in question all seem grounded in sensations or in strong affects”9. In other 
words, in Proust's novel, the use of metaphor, memory and the imaginary allow reality 
and present experiences to be transformed in new affective realities. For the narrator in À 
la recherche du temps perdu, eating a madeleine generates a feeling of joy that can’t be 
explained by the simple taste of the pastry. The madeleine acts like a vehicle that brings 
the narrator to a time and place he considered lost—his childhood. The sensory 
experience triggered the memory and provoked a strong feeling of joy.  
 
In French, we use the expression “c’est ma Madeleine de Proust” (it’s my Proust’s 
madeleine) to talk about something that generates an impression of reminiscence. Similar 
                                                
7 Philip Fisher. Wonder, The Rainbow and the Aesthetics of Rare Experiences (Harvard University Press, 
2003), p.18 
8 Miguel De Beistegui. Proust as Philosopher: The Art of the Metaphor (Routledge, 2013), p.3 
9 Ibid, p.16 
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to the madeleine that became a metaphor carrying a signifier greater than the taste of a 
pastry, the French expression is a metonym for the specific feeling of reminiscence. The 
affects generated by the unfamiliar or by the connection between present and past 
experiences are equally fascinating to me. Sculpture has the potential to create new 
experiences similar to the way an unfamiliar environment can. Several materials, imagery 
or cultural references can be combined together in an unfamiliar fashion. The sculptural 
medium also has the potential to create new experiences and generate affects by creating 






























Generative narratives: Myth, storytelling, resilience and empowerment  
Stories, fictional or factual, can start from a personal perspective to reach the collective. 
Stories, myths and fairytales can also be shared through different times and cultures. 
French Canadians of my generation were marked in our childhood by a series of movies 
directed by Rock Demers called Les contes pour tous (Fairytales for everyone). These 
movies were contemporary fairytales in which the main characters were always children. 
The boy and girl characters were equally important and nature had a central place. The 
movies were grounded in our reality and at the same time fantastic, fascinating, 
entertaining and terrifying for children. They became emblematic for my generation, part 
of a shared French Canadian culture and later traveled the world in wide release.  
 
There was also at that time a television show in which comedians re-enacted traditional 
fairytales. I remember being simultaneously captivated and frightened by the story of 
Bluebeard. In the best-known version from Charles Perrault, a lord gets married to a 
woman. Before leaving town for traveling, he lends her a large set of keys and tells her 
she can circulate almost everywhere in the castle. There’s only one small key she can’t 
use under any circumstance. She gets curious and enters the prohibited room where she 
finds the previous wives who have been killed by Bluebeard and hung on the wall. She 
drops the key in the blood and because the key is magic, she is not able to wipe the blood 
away, leading Bluebeard to discover her disobedience.  
 
Inspired by that story and also by the symbol of the key, I wrote in September 2017 a 
short descriptive text called Bluebeard that recalls a specific scene of domestic violence. 
The text starts with a man too drunk to open the door: “His attempts to unlock the door 
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failed. He was determined, but his movements were imprecise. She tried to take the key 
from him, but he grunted, pushing her away. As he struggled for a while, she gently 
grabbed his wrist and directed his hand toward the lock.” I wanted to use the symbol of 
the key because domestic violence and abuse are often associated with private space. It 
seems as though society does not want to address domestic violence, as if it were a 
woman's choice to be trapped in the situation. A lot of people don’t believe that a man 
who looks perfectly nice in the public space can commit horrible actions in the private 
space. Men involved in violent relationships are often depicted as monsters because it’s 
hard to accept an enjoyable friend or co-worker could commit violence to a woman. In 
the text I described in detail a scene of domestic violence. I did not name the feelings of 
the protagonists, rather, I precisely described the action, so readers can project 
themselves into the situation and experience the fear, the disgust, the feeling of 
powerlessness, of functioning in survival mode. I also wanted to show how patterns of 
control involve an array of violent actions that hurt even when they don’t leave bruises.  
 
I showed my text Bluebeard (2017) to various people who came to my studio and read it 
aloud in my descriptive writing class and my group critic class. The responses were 
varied, but I was mostly surprised by the difference in response from men and women. 
Most of women would find the text generally upsetting, but something in their attitude 
suggested: “Yeah, these things happen, I have been there too.” Then, they would quickly 
start discussing the formal aspects of the text. Men were shocked. Some cried, some 
asked if it was autobiographical, some needed a long break before being able to say 
something. One even told me: “This is horrible, why did you show this to me. I was 
having a perfect day and now I feel disturbed,” as if domestic violence only started to 
exist the moment I put it on paper. It seems the personal tone of the text triggered distress 
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and empathy from the men. I don’t want to share the text here, but it showed me 
something important. I don’t think women were less troubled because of a lack of 
empathy. Women were less troubled because, even if they don’t necessarily speak about 
it, most of them have experienced similar circumstances and have had to be resilient. 
Women did not react to the text as much as men because they learned resilience in regard 
to abuse they’ve suffered in order to continue functioning.  
 
The sculpture also called Bluebeard (2018) came after the text. It was inspired by the 
relationship I depicted between the personal and collective in domestic violence and 
abuse and also by the idea of resilience. I tried to think about manifestations of resilience 
in nature and thought of how coral tries to survive despite constant human assault, 
directly or indirectly. Bluebeard is made out of a key-shaped piece of coral I found on a 
shore. I scanned that piece of coral and carved it into blue shaded soapstone. The stone 
sits on a skinny dark blue pedestal. The shape is ambiguous yet also specific. The size 
and parts that seem polished suggest that the object is meant to be held in the way a key 
would be.  
 
The coral and the stone can also be related to myth of Medusa. In Ovid’s 
Metamorphoses, Medusa is a powerful feminine figure who can petrify people with her 
gaze. The hero Perseus is the only one who succeeds in destroying her by cutting off her 
head, using the reflection in his shield so as not to stare directly at her. After beheading 
her, Perseus covers Medusa’s head with seaweed that turns into coral, showing that the 
head did not lose its power.10 In opposition to the monstrous depiction of Medusa, in the 
                                                
10 Ovid, Metamorphoses, book IV, fable X, http://www.gutenberg.org/files/21765/21765-h/files/Met_IV-
VII.html#bookIV_fableX 
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essay “Medusa and the Female Gaze” Susan Bowers traces, “a history and analysis of 
how Medusa has evolved in patriarchal culture and a report on how contemporary women 
artists are turning to this matriarchal image for inspiration and empowerment.”11 She also 
states that “Medusa and women like her — not owned by the patriarchy — are ideal 
victims. Destroying them does not challenge male property rights and does not damage 
those women who serve a patriarchal society. Sacrifice of Medusa-women enables the 
male communal expression of anger and violence that female eros and power provoke.”12 
The sculpture Bluebeard is inspired by the stories of Bluebeard and of Medusa - fictional 
stories that relate to reality. It carries the idea of abuse, resilience and empowerment.  
 
 
Figure 17: Bluebeard (detail) 
                                                
11   Susan R. Bowers, “ Medusa and the Female Gaze,” NWSA Journal 2, no. 2 (1990), 217-235. 




Figure 16: Bluebeard, soapstone, 1”x4”x2” (stone), 48”x7”x7”, 2018 
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Inside out : Space, introspection, contemplation and conversation 
My work connects the outside and the inside. Altogether the sculptures are inspired by 
the body and also by outdoor space. The palette and material chosen refer to the natural 
world. The processes used to make most of the objects are labor intensive, grounded in 
the body, but also delicate and meditative.  The action of making involves the softness of 
touch. Like landscape, the installation created emanates contemplation, introspection and 
meditation.  
 
In the gallery, the sculptures are in conversation. They are connected in terms of forms, 
concepts, narrative, space and process. For example, in the installation of the thesis show, 
from a specific point of view the sculpture The First Time I Met You is hidden behind 
Paravent (From the Beginning to the End). It is revealed as one walks through the space. 
The rubbing Trace and the fiber sculpture Drop carry a different narrative and are made 
out of different materials, but the textures are reminiscent of one another. The stone-
carved Bluebeard is inspired by a piece of coral found on the same shore that is also 
represented in the blurry imagery of Paravent (From the Beginning to The End). 
Regarding process, the walking stick in Reaching the Top and the sculpture A Big Squish 
both contain a mark of the hand in the moist clay that has been scanned, scaled up and 
carved into wood. In Salty Feel, there are also fingerprints in the dough, while the shape 
of a mountain is reminiscent of the small mountain in Reaching the Top.  
 
Narratives can also be connected. For example in my descriptive writing piece included 
at the beginning of this report, and that lead to the sculpture The First Time I Met You, we 
find the sentences “Cacti and oak trees cohabited, and I saw hundreds of plants I had 
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never before seen. There was a little tree on San Jacinto Street. While everything 
surrounding it looked completely still, it caught the breeze and light in a way that made it 
vibrate.” The tree refers to the Yucca Thompsoniana in the video Breeze Catcher (2017-
2018). Sometimes, meaning and connections can also happen after the pieces were made. 
For example, I found this passage in Ovid’s Metamorphoses that depicts the victory of 
Perseus over Atlas—of which I had no knowledge at the time I made the work—that can 
trace a parallel with the materials and forms chosen in the work :  “Inferior in strength 
(for who could be a match for Atlas in strength?), he says “Since my friendship is of so 
little value to thee, accept this present;” and then, turning his face away, he exposes on 
the left side the horrible features of Medusa. Atlas, great as he is, becomes a mountain. 
Now his beard and his hair are changed into woods; his shoulders and his hands become 
mountain ridges, and what was formerly his head, is the summit on the top of the 
mountain. His bones become stones; then, enlarged on every side, he grows to an 
immense height (so you willed it, ye Gods), and the whole heaven, with so many stars, 
rests upon him.”13  
 
Through time, the body of work builds and evolves, the sculptures becoming part of an 
inventory of objects. The pieces can be organized in different sequences achieving 
different significance. The sculptures are at the same time self-sufficient and fragments of 
a larger movement. They are contained and carry their own narrative, while being also 
open and evocative to allow for connections to animate one another. This helps move the 
viewer from a contemplative to an active role. The sharing relationship between the 
individual and the collective can also be related to affects. In the book The Transmission 
                                                
13 Ovid, Metamorphoses, book IV, fable IX, http://www.gutenberg.org/files/21765/21765-h/files/Met_IV-
VII.html#bookIV_fableIX 
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of Affect, the author and philosopher Teresa Brennan describes how affects are not 
contained but rather, are permeating bodies: “ (…) the transmission of affect means, that 
we are not self-contained in terms of our energies. There is no secure distinction between 
the “individual” and the “environment.” ” 14 In a similar way, my sculptures can’t be read 


















                                                
14 Teresa Brennan. The Transmission of Affect, (Ithaca and London : Cornell University Press, 2003). 
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